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Abstract 
String teachers and scholars have suggested that classically-trained students may 
be motivated to engage in eclectic (e.g., rock, pop, jazz, groove, folk) styles. However, 
we do not fully understand the ways in which students’ motivations to engage in new 
musics might be influenced by their perceptions of competence in those styles. In this 
mixed-method study we draw upon quantitative, qualitative, and arts-based data from 120 
middle and high school students at two camps (one emphasizing classical music, the 
other emphasizing eclectic styles), to explore various ways in which students develop 
self-efficacy beliefs and motivation to perform in a variety of musical approaches. 
According to analysis of all data, students at both camps generally expressed having 
positive musical and social experiences. Negative experiences, while less common, 
stemmed from confusion or frustration with music learning, boredom with music that was 
too easy or not interesting, and competitive comparison with others. Based on findings 
from qualitative and arts-based data, we suggest that these students may have benefitted 
from additional teacher support when encountering new musical techniques.  
 Keywords: eclectic styles, mixed-method research, motivation, self-efficacy 
Introduction 
In the past few decades, string programs across the United States have 
experienced an expansion in “eclectic styles” (e.g., rock, pop, jazz, groove, folk, fiddle) 
repertoire and practices. Since the mid-1990s, the American String Teachers Association 
has promoted the development of eclectic or “alternative” styles programs to enhance 
traditional classical offerings at schools and other music learning settings (Hamann & 
Gillespie, 2013; Mick, 2012). The overwhelmingly positive reception to eclectic styles in 
workshops and jam sessions at the American String Teachers Association conference in 
March 2003 signaled the turning of “an important corner in [the] evolution” of these 
programs (Lieberman, 2004, p. 6). Technological advancements have furthered the 
development of eclectic styles since then, as electric instruments, accessories, and 
Internet resources have become increasingly available to students and teachers previously 
lacking previous exposure and experience in eclectic styles (Hamann & Gillespie, 2013). 
There is reason to assume that the inclusion of eclectic styles can provide a means 
for motivating and even “energizing” students in school orchestra programs, as they can 
help to develop a large range of performance skills including improvisation, creativity, 
and “stylistic sensitivity” (Mick, 2012, p. 68); and allow students to perform songs with 
which they might be more familiar. Research has highlighted the potential for students to 
have intrinsically-rewarding experiences when extending beyond classical backgrounds 
to include eclectic styles. Dabczynski (1994), for instance, suggested that students who 
attended a week-long fiddle and dance camp in Ashokan, NY experienced motivation 
that “had been stifled” in their more formal school music-learning experiences (p. 179).  
A common theme regarding motivation among folk/fiddle music performers is the 
opportunity it affords for shared or communal music making (Blanton, 2016; 
Dabczynski, 1994; Forsyth, 2011; Waldron, 2009; Waldron & Veblen, 2009). Citing 
Mantie and Tucker (2008, p. 220), Blanton (2016) has argued that a reduction in music 
making of adult violinists after high school graduation might be a result of the 
overemphasis of school music repertoire upon Western art music, where “students do not 
view their learning as co-participating in a real, ‘in-the-world’ social practice” (p. 17). 
Participation in more popular repertoire, however, can provide students with a means for 
individual and communal engagement with music to which they personally and socially 
relate (Green, 2002; 2008). 
    Of course, communal experiences take place in classical music ensembles as well. 
Past researchers have reported social bonding and/or a sense of belongingness as a key 
motivational feature among adolescent and adult ensemble members (Adderley, 
Kennedy, & Berz, 2003; Kokotsaki & Hallam, 2007; Parker, 2010; Rzonsa, 2016), with 
social bonding occurring especially in smaller ensembles such as string quartets and trios 
(Kokotsaki & Hallam, 2007). However, classical music learning in United States 
education programs is also often associated with competitive ranking and social 
comparison (Austin, 1990; McPherson & Hendricks, 2010; Radocy, 2001), which – while 
often assumed to motivate students to practice – has been found by researchers to neither 
influence motivation nor achievement (Austin, 1991; Schmidt, 2005; Vispoel & Austin, 
1993). Furthermore, internal competition often utilized in classical school music 
ensembles, such as seating based on ranking, may impede not only a sense of community 
but confidence and expressiveness as well. Recent research in string performance, for 
example, has revealed that the socially comparative climate of orchestra seating auditions 
can have a debilitating effect upon self-efficacy beliefs and individual expressiveness of 
adolescent musicians (Hendricks, 2014; Hendricks, Smith, & Legutki, 2016).  
Based on the research cited above, it is feasible to suggest that offering eclectic 
styles and associated learning approaches can provide classically-trained students with 
new and/or additional opportunities for musical freedom and enjoyment. However, while 
it is tempting to make a general assumption that students will be motivated to participate 
in eclectic styles, we still do not fully understand how students’ perceptions of 
competence in performing these styles may influence that sense of motivation. Waldron 
(2009) observed, for instance, how formally schooled, musically-literate adults expressed 
frustration as they struggled to learn aural/oral Celtic music traditions due to their 
unfamiliarity with these teaching and learning approaches. Because music students are 
motivated by experiences that support their sense of competence (McPherson & 
McCormick, 2006), it is important to understand how and in what ways classically-
trained and other music students might develop strong self-beliefs as they engage in a 
less-familiar musical genre. 
Past research has demonstrated the powerful influence of self-efficacy beliefs 
upon motivation in a number of domains (Bandura, 1997), while music-specific research 
has revealed the powerful impact that performance-related self-efficacy beliefs can have 
on the motivation, persistence, and/or achievement of music students (McCormick & 
McPherson, 2003; McPherson & McCormick, 2006). These findings extend to settings 
related to eclectic strings styles, such as orchestra ensembles (Hendricks, 2014; 
Hendricks, Smith, & Legutki), string students (Cahill Clark, 2010; 2013) and jazz 
(Watson, 2010; Wehr-Flowers, 2006). 
Self-efficacy beliefs that lead to musical motivation are developed over time 
through a variety of sources including mastery experiences, verbal/social encouragement, 
observation of models, and physical and emotional states (Bandura, 1997; Hendricks, 
2016). Exposing classically-trained students to eclectic styles may likely introduce them 
to new experiences and techniques for which they have not yet developed the mastery 
experiences to support fledgling self-efficacy beliefs. Such less-familiar experiences 
might include (a) performance of string-specific groove and “rhythmizing” techniques 
(Lieberman, 2004); (b) learning by listening and noticing, such as occurs in fiddle groups 
(Blanton, 2016; Blanton, Dillon, & MacLeod, 2014); (c) copying by ear, sometimes with 
relatively minimal adult intervention (Green, 2002, 2008); (d) “jam etiquette” (Forsyth, 
2011); and (e) improvisation, an area in which classically-trained musicians have 
expressed particular anxiety (Smith, 2014), yet where jazz instrumentalists have shown 
significant gains in self-efficacy beliefs following improvisation-specific instruction 
(Watson, 2010).  
Because of the unique skills and techniques involved in various musical 
approaches, there exists a need to better understand the unique ways in which self-
efficacy beliefs are developed in a range of musical settings. Therefore, in this study we 
sought to profile self-efficacy beliefs of string camp students who were engaged in a 
variety of musical activities, with a particular focus on the individual ways in which 
students’ self-beliefs were influenced. As described below, we studied two summer 
music camps in which students experienced a variety of musical activities, styles, and 
repertoire so that we could observe various influences upon string students’ self-beliefs. 
Purpose 
   We observed the experiences of middle and high school students in two summer 
music camps (one emphasizing classical orchestral performance, the other emphasizing 
folk, fiddle, rock, jazz, and improvisation) to better understand the variety of ways in 
which students’ self-efficacy beliefs and motivation to engage in music may be 
influenced in a variety of settings. Our purpose was not to provide evidence of any 
particular approach’s effectiveness over another, but rather to explore and understand a 
range of student musical experiences. We chose to use a mixed-method approach for the 
purpose of “complementarity” rather than “triangulation” (Greene, Caracelli, & Graham, 
1989; Greene, 2006). In contrast to a triangulation approach (in which multiple forms of 
data are used to verify a particular finding), a mixed-method purpose of complementarity 
invites divergence between data types, thereby creating a more complex and variable 
picture of events. Our intention, therefore, was to use quantitative, qualitative, and arts-
based forms of data to highlight the diversity and individuality of students’ motivational 
experiences at the camps. 
Participants and Camps 
    Research participants (N = 120), ranging in ages from 10 to 18 years old, each 
attended one of two week-long music camps during the same summer. The first camp, 
with a classical orchestra performance emphasis, was held in the Midwest and began with 
a placement audition where 74 elementary and middle school students were assigned to 
one of two rank-based orchestras (top orchestra n = 40; lower orchestra n = 34). Both 
orchestras performed standard orchestral repertoire and were directed by music education 
professors with over 15 years of experience as youth orchestra conductors. In addition to 
orchestra rehearsals, students also participated in performance master classes, sectionals 
on orchestra music, and elective enrichment classes (including conducting, theory, and 
world instruments).  
    The second camp, held in the Intermountain West, emphasized folk, fiddle, rock, 
and jazz performance and improvisation for students in elementary through high school. 
Students at this camp (n = 46) were each placed into two different “bands” according to 
criteria such as their performance experience, repertoire interests, age, and personality 
and character traits. Students rehearsed primarily on their own, receiving occasional 
guidance from an adult professional performing musician who would make occasional 
“stop-in” visits to each band. Each student also took faculty-led classes on improvisation, 
rhythm, creativity, fiddling, and secondary instrument performance (e.g., guitar, banjo, 
drums). Faculty members performed daily for the students, providing hands-on 
workshops emphasizing a variety of musical styles. Conversations with students and 
faculty revealed that a majority of eclectic styles camp participants were classically 
trained and were experiencing eclectic styles repertoire and approaches for the first time. 
 We selected these particular camps for study as a result of conversations with 
directors of each camp, who invited us to study the camps as a means to better understand 
how they might encourage student participation and engagement at their respective 
camps. The camp directors sent their students a research information letter (approved 
through our Institutional Review Board) approximately two weeks in advance of each 
camp. In the letter we explained that (a) students would be asked to self-reflect on their 
camp experiences over the course of the week through daily surveys, (b) the research was 
separate from other camp activities, and (c) students were in no way required to 
participate. Parents and students who elected to participate provided us with consent and 
assent forms, respectively, at the opening day camp registration desk.  
Method 
    In this mixed-method study, we used a concurrent multi-strand design (Creswell, 
Plano Clark, Gutmann, & Hanson, 2003; Teddlie & Tashakkori, 2006) to observe 
students’ experiences from three separate lenses of inquiry: quantitative, qualitative, and 
arts-based data. Participants completed four questionnaires at various points throughout 
the week (pre-audition, post-audition, mid-week, and pre-concert), in which they reported 
about their: 
   1. Instrumental performance self-efficacy belief, with a quantitative measure; 
    2. Perceived influences upon their self-efficacy belief, with a qualitative short-
response; 
    3. General perspective of the camp, using an arts-based open-ended prompt. 
    We collected the three forms of data concurrently over the course of each camp, 
and analyzed data following the completion of both camps. We first analyzed each of the 
data types separately to obtain inferences for each issue, and then analyzed the qualitative 
and arts-based data a second time to obtain complementary data to further illustrate, 
clarify, and/or expand upon findings from other data sets (see Greene, Caracelli, & 
Graham, 1989). Finally, we drew meta-inferences by comparing and integrating findings 
through a concurrent or “parallel tracks” analysis (Li, Marquart, & Zercher, 2000; 
Teddlie & Tashakkori, 2006), in order to provide a holistic overview of trends and issues 
that arose.  
Self-Efficacy Measure 
We profiled changes in students’ perceived instrumental performance self-
efficacy over the course of the camp week using an adaptation of Hendricks’s (2014) 
self-efficacy surveys. Each survey contained six or seven items relating to students’ 
belief in their ability to play to the best of their ability expressively and technically, in 
terms of both repertoire and performance. These scales were originally developed and 
validated for use in youth orchestra festival settings with four distinct timepoints (i.e., 
pre-audition, post-audition, event midpoint, and pre-concert) and ask students to rate their 
perception of performance-related ability using a point system from 0 (no confidence) to 
100 (complete confidence). We adapted the items to fit in the context of a youth orchestra 
camp, changing orchestra-specific words (i.e., “orchestra” and “director”) to more 
general ones (i.e., “group” and “audience,” respectively). 
Self-efficacy belief has been found to be most reliable when related to a specific 
task (Bandura, 2006; Bong, 2006; Pajares, 1996); therefore, we explained to the students 
before they completed the questionnaires that their answers should relate to their belief in 
their ability to perform the concert songs on their instrument. Cronbach’s alpha reliability 
estimates for our sample were sufficiently strong (pre-audition = .85; post-audition = .91; 
midpoint = .91; pre-concert = .92). As suggested by Bandura (2006) and Hendricks 
(2014), we aggregated individual item scores on each survey to create one self-efficacy 
score per survey for each participant.  
 We profiled self-efficacy scores over time for all students using a one-way 
repeated measures ANOVA in SPSS, with time as the within-subjects factor and self-
efficacy belief as the dependent variable (cases excluded listwise). Due to variations in 
individual student experience between and within each camp (e.g., various electives, 
musical styles, blend of structured and unstructured activities), we did not deem it 
appropriate to make statistical comparisons between the camps or between particular 
groups of students. Instead, we analyzed qualitative and arts-based data to gain more 
nuanced insight into individual ways in which self-efficacy beliefs were influenced. We 
describe the discovery of these themes and their subsequent analysis below.  
Qualitative and Arts-Based Responses 
 We placed qualitative short responses at the end of the self-efficacy surveys to 
provide an opportunity for students to describe in more detail how they felt their self-
efficacy beliefs were influenced during the camp (i.e., “select one of the questions you 
answered on the previous page and describe specific reasons for your response”). In order 
to glean information about students’ general camp perspectives (including and beyond 
aspects of self-efficacy belief), we included a prompt for an arts-based response at the 
end of the midpoint self-efficacy survey. The prompt invited students to draw a picture or 
write a poem about their “experience at the camp so far,” and to assign a title to their 
artwork. As with many forms of arts-based educational research (Cahnmann-Taylor & 
Siegesmund, 2008), we made the decision to include arts-based data in order to obtain an 
“emotionally drenched expression that [made] it possible to know how others [felt].” 
(Barone & Eisner, 2012, p. 9).  
We coded qualitative and arts-based data for emergent themes in partnership with 
a team of five university graduate students who were enrolled in a music education 
research course, and who also assisted with classical camp data collection and analysis. 
We utilized the same themes in the analysis of eclectic styles camp data, which each 
author completed separately. We negotiated discrepancies in coding through discussion, 
and then recoded the data together so that we could tabulate frequencies of each theme’s 
occurrence during the analysis phase. Findings from quantitative, qualitative, and arts-
based data are shared below, followed by meta-inferences from a parallel-tracks 
comparison of the three forms of data. 
Analysis and Findings 
Analysis of self-efficacy scores revealed a general increase in self-efficacy 
perceptions over time for participants as a whole, Wilks’s Λ = .51, F(3, 87) = 27.92, p < 
.01. According to pairwise comparisons, self-efficacy scores increased significantly at all 
points, as follows: between the audition and the first rehearsal (p < .01); from the first 
rehearsal to the midpoint of the camp (p = .04); and from the midpoint to the final concert 
(p < .01). These findings suggest that camp attendees generally reported experiencing a 
boost in instrumental performance confidence over the full course of their respective 
camp experiences.  
Emergent Themes 
We identified six emergent themes from qualitative and arts-based data, in regards 
to their influences upon self-efficacy belief and general camp impressions: positive 
musical experiences, positive social experiences, positive general camp experiences, 
negative musical experiences, learning a lot, and other. While some data warranted only 
one code, arts-based data included images, poems, and titles that sometimes represented 
multiple themes simultaneously. For example, Figure 1 shows a drawing that we coded as 
both a positive musical experience and a positive social experience.  
 
Figure 1. “Having fun learning” (eclectic styles) 
Positive musical experiences were often indicated by phrases such as “I was 
inspired when a bunch of us were jamming” or “we play our pieces with amazing 
dynamics.” We also noted this theme in recurrent drawings such as smiling stick figures 
playing string instruments (Figure 2), which were sometimes accompanied by heart 
symbols. Positive social experiences included images of a group of friends with no 
reference to any musical experience (Figure 3), and comments such as “I’m having fun 
with my friends” or “par-tay.” Similarly, positive general camp experiences included 
non-contextualized smiley faces, and general references to camp experiences such as 
“amazing food” at the cafeteria, or recreational activities (e.g., “I loved swimming last 
night”).  
      
Figure 2. Stick figure (classical)  Figure 3. Positive social experiences (classical) 
Negative musical experiences included general indications of confusion and the 
need for help, of fatigue or boredom, and other more context-specific situations. These 
were indicated by comments such as “Why must we play this so fast on the first time 
we’re playing it!?!” (Figure 4); “Not good at music” (Figure 5); “Our band leader was a 
control freak;” and “I didn’t know what to play for my solo.” Negative musical 
experiences appeared in drawings such as a pillow and bed (with the caption “tired” and a 
stick figure with an arrow pointing to the shoulder indicating pain (Figure 6), a stick 
figure with “Zzzzzz” as a caption, and a poem titled “Read to: Boredom” (Figure 7).  
Perhaps because it was more difficult to draw, learning a lot was mostly indicated 
in the short responses and poetry by phrases such as “I’ve learned a lot” “learning more 
and more each day,” and “I hoped to learn a lot and that has happened fast / I happy by 
what has happened and I closer than I was in my past.” In addition to these clearly- 
                 
Figure 4. “Why so fast?” (classical)  Figure 5. “Not good” (classical) 
  
Figure 6. “Tired,” “Pain” (classical)  Figure 7. “Read to: Boredom” (classical) 
identifiable themes, we observed a random collection of items that were not easily 
categorized. Some of these “other” items included cryptic images and phrases that did not 
connect with the prompt, writing that was not legible, or items that were left blank. 
Analysis of Emergent Themes 
When we calculated the occurrence of each theme at each camp, we found some 
notable trends (see Figure 8).  First, positive musical experiences were the most 
It’s	  like	  this	  in	  my	  orchestra	  The	  one	  at	  junior	  high	  No	  one’s	  at	  my	  level	  I’ve	  been	  holding	  in	  a	  sigh.	  I	  came	  to	  [this	  camp]	  Expecting	  a	  little	  more.	  Unfortunately	  it	  is	  just	  the	  same	  I	  still	  have	  quite	  a	  bore.	  There	  is	  nothing	  I	  can	  say	  There	  is	  nothing	  I	  can	  do	  I	  crumpled	  at	  my	  audition	  So	  now	  I’m	  stuck	  with	  you.	  
frequently-indicated theme for both camps, with music-related positive responses 
accounting for 43% of the items in the classical camp and 31% of the items in the eclectic 
styles camp. This finding suggests that a fair number of students in both camps perceived 
the musical experience as positive overall.  
   
Figure 8. Qualitative and arts-based themes at each camp, by occurrence 
Meanwhile, more eclectic styles students than classical students expressed 
sentiments relating to learning a lot (13% of all eclectic styles camp items, in comparison 
to only 2% of classical camp items). This may indicate that the eclectic styles camp 
presented a greater musical challenge for more students than did the classical camp. This 
interpretation is further supported by a comparison of negative musical experiences at 
each camp: While the percentages were quite similar (9% eclectic, 6% classical), eclectic 
styles students consistently attributed negative experiences to confusion or the need for 
help, while classical students consistently attributed negative experiences to feeling tired 
or bored.  
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Positive general responses were also similar between camps (15% classical, 11% 
eclectic styles); however, instances of positive social experiences were relatively higher 
for the classical camp (25%), as compared to the eclectic styles camp (17%). While this 
finding might reflect differences in the social offerings between the two camps, the 
relatively smaller reference to social bonding experiences at the eclectic styles camp 
might also be related to difficulties that some students reported during student-directed 
rehearsals (i.e., “Some of the people in the band were ordering everyone around,” “[It 
was difficult] trying to figure out how our band would work”). The other category was 
somewhat higher for the eclectic styles camp than the classical camp (19% and 9%, 
respectively), but the inconsistency of responses in this category do not allow for any 
speculation as to possible meaning.  
Meta-Inferences 
After comparing and contrasting findings from all three forms of data, we 
observed meta-inferences across all three data types through mixed-method parallel-
tracks analysis. As a result, we discovered three overarching issues: (a) musical 
enjoyment, (b) self-efficacy and teacher support, and (c) social bonding and social 
comparison. We discuss each issue below. 
Musical enjoyment. Positive increases in performance-related self-efficacy 
scores were evident for study participants as a whole, suggesting that students generally 
increased in performance confidence no matter the musical genre or learning approach. 
Furthermore, positive musical experiences were the most frequently-indicated theme for 
both camps: Nearly half of all responses at the classical camp, and just under one-third of 
all responses at the eclectic styles camp, had to do with expressions of musical 
enjoyment.  
Self-efficacy and teacher support. Qualitative and arts-based data revealed 
particular frustration from younger and less-experienced students at the eclectic styles 
camp, who showed expressions of inadequacy in comparison to other participants and 
who complained that help from faculty was insufficient to help students learn in ways 
that they needed. For example, an 11-year-old boy drew a picture of himself standing in a 
row of other violinists, saying, “Help! I don’t understand” while a faculty member 
(whom he labeled by name) stood separated from him by several other students.  
In a short response to the pre-concert questionnaire, this same student wrote: “I 
feel that I can’t play to the best of my ability because I feel that . . . my best ability is in 
the sheet music not in [playing by] ear and I feel the teachers aren’t helping me to the 
best of their ability.” It is possible that the large discrepancy in age and skill difference at 
the eclectic styles camp made it difficult for young and inexperienced students to feel 
confident in developing new skills, particularly without receiving help and support from 
faculty that they might have needed or been used to in other, more structured learning 
environments. The flexible approach of the eclectic styles camp may, however, have 
worked more effectively for older students who were ready to take on more personal 
responsibility for their learning. 
Social bonding and social comparison. Arts-based and qualitative data revealed 
a substantial amount of interest in social experiences at both camps, with pictures and 
comments of friends, food, and non-musical activities literally decorating students’ 
surveys. While not apparently a factor in final self-efficacy scores, the competitive 
audition of the classical camp may also have played a role in the general student 
experience at the outset of each camp: Negative comments regarding the audition were 
4.67 times more frequent at the classical camp, where students were placed in ability-
based orchestras according to audition rank, as compared to the eclectic styles camp, 
where auditions were for non-ranked band placement only.  
Although a few eclectic styles students made a point to compare their abilities to 
others in qualitative and arts-based responses, comments of social comparison were most 
prevalent and persistent at the classical camp, particularly among cello students who 
regularly referred to their seating placement throughout the course of the week. For 
example, while a top-orchestra cellist (male, age 12), suggested that he eventually 
“gained confidence to play alongside [his] more talented classmates,” two female cellists 
in the lower orchestra appeared stymied by social comparison:  
“I know that I have to [have] confidence in myself but there is way better people 
here than me” (female, age 13). 
I keep feeling my ability level slowly being pushed down the ranks. The pieces 
were too easy and since I was put in the bottom orchestra I feel like I really suck 
compared to everybody else. Which really stinks because cello is all that I'm good 
at (female, age 12). 
Arts-based responses reveal similar expressions from other classical camp participants, as 
evidenced by socially-comparative and self-deprecating drawings (see Figures 4 and 5). 
In general, findings from quantitative and qualitative data generally suggest a 
positive increase in student self-beliefs over time and a generally positive experience for 
most students in both camps. However, a few exceptional cases of boredom, frustration, 
and social comparison point to the limitations of a “one size fits all” approach at the 
classical camp, and the need for more structured support for some students at the eclectic 
styles camp.  
Discussion, Implications, and Suggestions for Research 
The purpose of this study was to explore ways in which adolescents might be 
motivated and encouraged to perform string music in eclectic and classical styles. Our 
inquiry was informed by previous research that eclectic styles approaches might provide 
motivational opportunities for creative and communal music-making, in contrast to the 
relatively larger emphasis on competition and social comparison that is often associated 
with classical performance. We further noted common practitioner assertions that youth 
might prefer eclectic styles repertoire to classical repertoire; however, we questioned 
whether sufficient attention had been given by researchers to the kind of technical 
preparation—and consequential performance confidence—that eclectic styles students 
might need to have a fully enjoyable musical experience.  
Analysis of all forms of data revealed that the majority of students at both camps 
expressed having positive experiences that stemmed primarily from music making and 
social connection. However, negative comments from less-experienced students at the 
eclectic styles camp suggest that a more structured format may have been necessary to 
guide students in preparation for performance, as they encountered multiple musical 
skills for the first time. It is critical to note, however, that different styles inherently 
incorporate differing pedagogical approaches, values, and priorities, which may be 
needful to communicate to learners struggling with a new technique that was less 
emphasized in their prior learning (e.g., classical musicians learning aurally; see Blanton, 
2016; Blanton, Dillon, & MacLeod, 2014; Forsyth, 2011; Waldron, 2009). 
Negative experiences were less frequent than positive ones at both camps. While 
expressions of boredom from the classical camp stemmed primarily from performing 
repertoire that was too easy, frustrations of eclectic styles camp students were based 
primarily on their lack of experience and inability to perform newly-acquired skills. 
These findings align with prior self-efficacy research (Bandura, 1997) to suggest that 
suitable and appropriate amounts of mastery experience are necessary to foster positive 
performance-related beliefs, and further highlight the importance of providing students 
with challenges that are optimal for their level of skill (see Csikszentmihalyi, 1990). 
Social experiences and social bonding were paramount to students at both camps, 
a finding that resonates with past research in both eclectic (e.g., Blanton, 2016; 
Dabczynski, 1994; Forsyth, 2011; Waldron, 2009; Waldron & Veblen, 2009) and 
classical (Adderley, Kennedy, & Berz, 2003; Kokotsaki & Hallam, 2007; Parker, 2010; 
Rzonsa, 2016) approaches. Considering the importance of social musical experiences for 
youth, we may do well to not underestimate the potential of motivation through 
collaborative and cooperative music learning structures, no matter the genre.  
Our purpose with the present study was merely to explore and understand a range 
of student musical experiences, with a wide range of styles and activities, paying careful 
attention not to privilege any camp or particular approach over another. Researchers who 
wish to compare any aspect of music-making more directly may find it useful to isolate 
certain observable variables and minimize other differences between two contrasting 
groups. For example, researchers might compare two eclectic styles camps in which one 
provided structured instruction and the other unstructured instruction, or two classical 
camps in which one emphasized competitive comparison and the other emphasized 
collaborative music making, and so forth. 
In conclusion, our analysis shows that communal music making and positive 
social experiences played a role in students’ musical engagement, yet musical confidence 
was best achieved in situations where students were provided with appropriate levels of 
scaffolding and support to ensure their performance success. Based on prior literature as 
reviewed above, we propose that it may be helpful for teachers to provide music 
education offerings (both within classical and eclectic styles) in which students have 
sufficient ownership, choice, and control over their own learning. The present study 
further highlights the importance of providing students with experiences that align not 
only with their needs and interests, but with their level of skill and preparation as well.  
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